The 2003 UNESCO Convention on Intangible Cultural Heritage highlights the importance of safeguarding traditional practices. While some of these practices are only performed in their place of origin, others (such as yoga and flamenco) take place worldwide. In this paper we explore what happens when a form of ICH that originated in one place becomes global. For this, we use Egyptian raqs sharqi (bellydance) as a case study. This is a dance genre with strong cultural roots in Egypt but is also hybrid and now practiced worldwide. Theoretically, we draw on a holistic view of living heritage, Welsch's transculturality and Urry's mobilities. Research methods include one-to-one interviews, analysis of written sources and of online dance videos. Raqs sharqi emerges as hybrid and transcultural, yet strongly connected to Egypt as the origin of its heritage. We conclude that ICH can be transcultural and global, whilst maintaining a strong connection to its place of origin.
Introduction
The 2003 UNESCO Convention on Intangible Cultural Heritage (ICH) (UNESCO 2003) led to the creation of the UNESCO lists of intangible heritage of humanity, to safeguard and raise awareness of traditional practices. These lists now include practices such as performing arts, festivals and oral traditions.
Some of the activities included in UNESCO's lists (UNESCO 2017b) are mainly practiced in a specific location. For example, Kuresi wrestling (Kazakhstan); Ainu dance (Japan), and the horse-riding game chovqan (Azerbaijan). Other practices, although they originated from a specific location, are now practised worldwide, for example: tango (Argentina and Uruguay); flamenco (Spain); yoga (India); and the martial art capoeira (Brazil).
Furthermore, the inscription of a practice into UNESCO's lists can attract international attention towards a practice that was initially local, such as. Samba de roda, a dance and music tradition from Brazil (different from the widely known samba from Rio de Janeiro). According to Robinson and Packman (2014) , after Samba de roda was added to the Representative List of the Intangible Cultural Heritage of Humanity (UNESCO n.d.) , in 2005, it started attracting attention from the media and the tourism sector, thus gaining increasing attention from outsiders.
The aim of this paper is to understand what happens when a form of ICH that originated in one place is transmitted worldwide. Also, we aim to investigate if the connections of heritage with its place of origin can remain strong, despite transcultural diffusion. This exploration is conducted through the case study of Egyptian raqs sharqi.
Egyptian raqs sharqi (literally 'dance of the east' or oriental dance in Arabic) is a genre usually included in the group of dances commonly called bellydance, which have in common the use of hips and torso isolations. As Shay and Sellers Young (2005: 1-2) argue:
Belly dance is not historically a single dance but a complex of movement practices or vocabularies that extends from North Africa through the Middle East and Central Asia to the western portions of the Indian subcontinent as well as western China.
Egyptian raqs sharqi is the stage version of the local Egyptian social dance (called baladi) and began in the 1920s in Cairo, in clubs which catered for mixed audiences of wealthy locals and overseas visitors, whose taste was influenced by international art forms, including dance genres such as ballet and ballroom dancing (Van Nieuwkerk 1995) . Egyptian raqs sharqi, as well as other types of bellydance, is now practised all over the world (McDonald and Sellers-Young 2013) .
Egyptian raqs sharqi is not currently in UNESCO's ICH lists as, for that to happen, a government must apply to UNESCO. seems that Egypt has an interest in protecting its ICH, but raqs sharqi is not currently listed.
Nevertheless, we have investigated this dance genre from the cultural heritage point of view because of its strong cultural connotations, which give it heritage qualities, even if it is not listed by UNESCO. Also, one of the authors has been a raqs sharqi practitioner since 2003, which provides an insider's knowledge perspective. Moreover, its worldwide diffusion makes Egyptian raqs sharqi an ideal case study to explore how heritage may be transmitted across cultures, while maintaining the connection with a particular place of apparent origin.
In what follows, we first describe the theoretical background and the methodology.
We then present our data through a historical reconstruction of Egyptian raqs sharqi, with particular focus on transcultural elements and conclude with an assessment of the transcultural and global dimensions of ICH. Blake (2000: 64) highlights this discrepancy between the idea of ICH belonging to geolocated communities and those considered a more general human heritage.
However, there is no mention, in the UNESCO documents, that the communities, groups or individuals sharing a certain heritage must belong to the same nation. As Howard (2003: 182) suggests, heritage does not have to be connected to any geographical entity since 'communities that lack a territory are not debarred from developing a heritage'. However, as Cang (2007: 50) stresses, 'since the Convention is an international agreement, there is still a seeming adherence to the idea of national cultures'. For heritage to be added to UNESCO's lists, according to the procedures of inscription (UNESCO 2016), a case must be made by nation states. This process perpetuates the idea that, as Naguib posits (2013 Naguib posits ( : 2178 , 'heritage continues to be deeply tied to perceptions about nationhood, authenticity and deep, enduring roots that were developed during the 19th century'.
Drawing on Williams' (1978) concepts around culture, this contradiction could be explained in terms of the opposition between forms of 'residual' vs 'emergent' heritage. Williams (1978: 122) refers to residual elements of culture, as having been 'formed in the past, but [...] still active in the cultural process [...] as an effective element of the present'.
Emergent instead refers to practices, values, meanings or relationships that are not only new, 5 but also 'alternative or oppositional' (Williams 1978: 123) to the dominant culture. Connecting heritage to a sense of place is problematic particularly for physical cultures, considering that, as the leading dance scholar Andrée Grau (2008) argues (using the examples of ballet and Bharatanatyam), most dance genres have been transnational from their inception. She then specifies though, citing Kealiinohomoku (1970) i , that this does not mean that dances, such as ballet, are acultural. Hence, this raises the question of how to analyse a type of heritage that has its roots in a specific culture/s, but is also performed worldwide, by people of various ethnicities and nationalities.
To approach this problem, we start from the idea that people are central for ICH. As
Kirshenblatt-Gimblett posits, (2004: 58) 'people are not only objects of cultural preservation but also subjects'. Moreover, we adopt Lo Iacono and Brown (2016: 100) holistic concept of living heritage, which is:
Embodied by individuals, in connection with the artefacts they produce and use and the environment they interact with and as expressed through practices, activities and performances. The research also involved semi-structured interviews with 10 selected participants, to understand how practising raqs sharqi has affected their lives and to explore how they experience and interpret the dance. Interviews took place in person for those participants who were based near the researcher. Because of the transcultural nature of raqs sharqi, participants who were interviewed lived in a variety of countries, thus some interviews were undertaken online using Skype, which was, as Lo suggest, a good 'complementary data collection tool'. Table 1 shows more details about the participants and how they were contacted.
[INSERT Fraser (2014) . In this video, the dance is not limited to a small space, but performed by a group of dancers around Badia (who sing and play finger cymbals), who come down from a set of stairs and use all the space available.
The dancers who worked with Badia were trained in a variety of dances from outside Egypt. For example, Samia Gamal (Cifuentes 1994: 6) , remembers, 'I started with Badia
Masabni.
[…] I had such difficulties with turns, so I just had to take ballet'. Tahia Carioca (Cifuentes 1994: 18 ) also mentioned that she studied ballet 'I started taking ballet classes when I was a little girl'. One step in particular that is omnipresent in raqs sharqi, from our observation of dance scenes from movies from the 1930s onward, is the arabesque (a travelling step in which the dancer pivots on one foot while extending the other leg). This step was borrowed from ballet, but adapted to the raqs sharqi dance aesthetic it becomes more grounded and the extended leg is not lifted high. According to the American dancer Morocco (Varga Dinicu 2013: 114), the bedlah is a 'western fantasy invention that was picked up "Over There"'. Ward (2013: Costuming), however, after analysing texts and photographs from the turn of the century, argues that:
It is not impossible to imagine that the bedleh bra could have evolved from the vests worn by earlier dancers.
[…] rather than as a wholesale adoption of Western fantasy costuming.
The vest and skirt may have been the foundations on which the bedlah were designed. Fraser (2014) , until the late 1800s dancers in Egypt tended to perform most often in pairs.
Also, in movies there are no men dancing raqs sharqi, which seems to reflect a change in the Egyptian audiences' taste perhaps driven by the westernisation of Egyptian society.
The portrayal of this genre in movies meant that many more people started seeing raqs sharqi in cinemas, and not only those who were wealthy enough to be able to afford to watch live performances in the nightclubs. Cinema acted as a type of 'imaginative travel', as it allowed the dance to be seen across the Arab world and not only in Cairo. To this day, those early dancers from the first half of the 20 th century are watched around the world and influenced contemporary dancers, given the ready availability of their videos on the Internet.
Each one of the interview participants for this research mentioned seeing influential dancers from that age, with the most popular named as Samia Gamal. In addition to the diaspora, it was the social change brought by feminism and sexual liberation that encouraged the diffusion of belly dance from the 1960s in the USA, as SellersYoung (2016) and Deagon (n.d) report. However, this process involved a certain amount of power and capital (both economic and social), since only people with the economic means could afford to attend dance classes. For example, Gamal (1999: para. 19 ) recalls that, when
Dahlena opened her first dance studio in Chicago, in 1974, her classes were attended by wealthy women and 'Dahlena believes that it was the influence of these students, women of position and means, that allowed the dance to gain respectability'.
The American belly dancers who learnt in ethnic restaurants then continued studying Middle Eastern and Northern African dances in depth, travelling to the countries of origin of these dances. In the early 1970s, 'there were many American dancers who were also researchers traveling, working and studying in the Middle East' (Forner 1998: 86) and practitioners started organising big festivals around the US first and then around the world.
Dr Monty has been credited as being the first to organise such events (Forner 1998; Gamal 1999; Varga Dinicu 2001) .
Apart from books on bellydance being published, such as Dahlena's 1976 The Art of Belly Dancing (Gamal 1999: 1) , tours were also organised. In 1974, Gamal explains (ibid.), Dahlena had opened her own dance studio in Chicago and she performed raqs sharqi internationally, including in France, Syria and Iraq. Dahlena then spent a month in Egypt to study the dance, before returning to Egypt several times to lead group tours. Dahlena was not the only American teacher to lead dance tours to Egypt. Auntie Rockie did the same for many years. This was a trend that developed as bellydance teachers started organising trips for their students, and the reputation of Egypt, among raqs sharqi practitionersas the cradle of bellydance was cemented. Since the 1960s, when bellydance, including Egyptian style, became known in the USA, this genre has spread worldwide.
The diffusion of raqs sharqi outside of Egypt is due mainly to the ever-increasing corporeal travel of people, a type of Urry's (2007) 'mobilities'. Moreover, festivals were organised and artefacts such as books, magazines and later, tapes and DVDs were produced.
These artefacts constitute part of the tangible aspects of raqs sharqi heritage. Moreover, these artefacts represent two types of Urry's (2007) Mobilites have generated a worldwide transcultural community of raqs sharqi enthusiasts, who connect using social media, emails and blogs and who sometimes meet in person at festivals or during trips. Practitioners become members of (Welsch 1999: 204) 'transcultural networks'. In addition, practitioners create new 'contact zones', both in person and virtually, carrying with them the heritage that they embody and the artefacts they use.
However, even if mobilities represent a big opportunity for the transcultural transmission of heritage, they raise the issue of inequalities in terms of capital and power. For practitioners to acquire transcultural heritage, they need a certain amount of capital and resources. For example, raqs sharqi practitioners need financial capital to travel, buy artefacts and pay for lessons; cultural capital (embodied in the form of dance training and/or objectified in the form of artefacts and computers to connect online, for example) and social capital in terms of social networks they can join. These three forms of capital also influence their network capital because, if they can travel and communicate, they are able to keep in contact with practitioners worldwide.
The need for different forms of capital in order to embody and transmit this form of heritage could lead to its commodification, due to 'the rationalization of leisure via the interpenetration of market commodification logics' (Brown and Leledaki 2010: 139) . This commodification, for heritage, could constitute either a threat (as commercialisation could override aesthetic and/or cultural values) or an opportunity (as it makes it possible for practitioners to make a living from their art and, therefore, continue transmitting it). Also, this issue could be particularly relevant for forms of heritage that originate in less privileged 22 social environments. In these situations, there is a danger that heritage may be exploited by other people who own more capital, rather than benefitting the community of origin. Table 2 summarises the tangible and intangible elements of raqs sharqi, which are affected by the process of transculturality across its history, and the contact zones in which the process takes place. Welsch's [1999] concept of transculturality). Thus, individuals are carriers of transcultural heritage globally, through the engagement with mobilities (as defined by Urry [2007] ).
Conclusion
The role of the individual is paramount in the global transmission of Egyptian raqs sharqi, given its practitioners' strong emotional, ideological and imaginative investments in this art form, which fosters individual agency and creativity. Particularly, Egyptian raqs sharqi seems to be what Williams would define as an emergent practice, in the sense that it tends to be oppositional to the dominant culture. In particular, as highlighted by Karayanni (2004) and Fraser (2015) , Egyptian raqs sharqi (and bellydance as a whole) has always been associated with sensuality, thus its appeal, but also its subordinate status in different societies at different times. Investigating how oppositional heritage is transmitted is a topic that is outside the remit of this paper, but worthy of further investigation.
